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[Novello & Co., Ltd.] When a fine set of Chorale Preludes appeared last year as Sir Hubert Parry's first organ composition, a hope was expressed that it would not be his last. Our leading composers, as a rule, so completely succumb to the glamour of the orchestra, and to the attractions of contriving complexities worthy the attention of the new choralism, that the provision of new organ music is left too much to men of lesser mark. These have their place in the scheme of things, but it should not be as dominant factor in a branch of composition requiring more than most the qualities of dignity and scholarship. Wherefore a new work from such a source as 'the English Bach' may be welcomed as a help to redressing the balance. Both Fantasia and Fugue are laid out on a large scale. The former follows the plan of organ Fantasias from time immemorial,-a contrasting of solid, weighty masses of sound, rapid passage work for the manuals, chainging harmonies over a fixed bass, and florid pedal passages. These materials are here used with splendid effect. Specially striking are the fifth page, with the triplet figure in the pedal and the demisemiquaver passages and big chords on the manual, and the fine pedal passage on the seventh page, with the grinding discords of the suspensions above.
The Fugue, by way of relief, begins with four pages of beautifully flowing treatment of this subject:
The phrasing of the third bar gives a hint of cross rhythms to come. Considerable episodical use is made of the figures _ (with which the counter-subject opens), and .
-always a useful servant, ever since Bach . .
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-this last a particularly striking episode, compounded of the three opening notes of the subject in 3 time, with the little counter-subject figure in the bass. The figure of our third quotation is subsequently used with adifferent rhythmical effect, entering one quaver later in the bar. It is further developed into a triple shake, and finally, in the last page, into a quadruple one. As to the general texture of the work, there is no need to say anything more than that it is of the quality we expect from such a polyphonist as the composer. It demands careful study, for, as with all music of this type, many of its merits do not lie on the surface. It is somewhat difficult to play, and good phrasing is needed to do justice to its many interesting rhythms. As to length, the Fantasia fills seven pages, and the Fugue twelve.
The work is in all respects a notable and weighty addition to English organ music. Mr. Holloway's Suite consists of four movements--Prelude-Chorale, Courante en forme de Canon, Duo and Finale alla Fuga. The Prelude-Chorale is a broad, hymnlike theme delivered first by left hand and pedals, and later in big chords with moving pedal. The Courante is a tuneful movement, the Canon being very fluently and naturally managed. The Duo derives an antique flavour from the staccato bass, and gives opportunities for effective 'thumbing' of the lower of the duet parts on the Great. The Finale is a straightforward Allegro molto, which does not concern itself overmuch with fugal treatment of its theme. A Coda, consisting of the opening chorale, with the subject of the Finale as bass, concludes an effective work of no great degree of difficulty.
The ' Intermezzo' of J. Stuart Archer is to the work just mentioned as the savoury is to the joint. The complete meal has room for both, and we only require that such dietetic luxuries shall be good as well as light. This may be said of the ' Intermezzo,' an uncommonly attractive recital piece, and quite easy to play.
There is nothing in Dr. Alcock's march, which was specially written for the wedding of the Duke of Connaught and the Duchess of Fife, to suggest the pi&ce d'occasion. It does not attempt the compromise, usually unsatisfactory to both sides, between the popular taste and the taste of musicians, but appeals solely to the latter. The chief tune is a good one, but it is not over-stated. The main interest of the piece lies in its texture, of which the characteristic is arresting harmonies contrapuntally obtained. The march conveys a sense of jubilation tempered with dignity.
First Album of Songs. By Henry G. Ley.
[Sydney Acott & Co., Oxford.] The organist of Christ Church enters somewhat timidly upon the thorny path of composition; he has to lean at times upon the staff of convention, and once here, in casting it aside, he plunges into inappropriateness. His setting of Shelley's well-known lines ' As the moon's soft splendour' is too much underlined. It is good music, but made to a preconceived form-a quiet section, modulation and turbulence, a climax, a pause, the first section again, with a high note-that does not grow out of the words. In 'Music when soft voices die,' the first song in the Album, and in the ' Cradle song,' which comes third, the support of convention is much in evidence. For the three remaining songs we have nothing but praise-except for an allusion we must make to the composer's over-fondness for the 'suspension ' and ' accented grace-note' type of harmony. ' Christ in a garden buried lay' has an old-world feeling, with well and consistently worked ideas. 'A Litany' (' Drop, drop, slow tears,' by Phineas Fletcher) is 'atmospheric,' and suggestive by the simplest possible means. The success with which Mr. Ley conceives and carries this through would suggest a natural bent for this manner of music. He gets far away from the drawing-room sentiment of his first song. The final number, 'The call,' is built on fine, uprising strains and adds buoyancy to buoyant words. It requires a quick-eyed accompanist. In this volume there is enough of originality and creative musicianship to earn warm encouragement. Some shackles have yet to be cast off, and some deeper insight into the poetic adaptation of music to words yet to be gained. But the gift for song writing is apparent. [Carl Simon: Berlin.] Herr Karg-Elert is at his happiest in dealing with the hymn-tunes of his country. Organists who appreciate his 'Sixty-five choral improvisations' will find this collection every whit as enjoyable. The pieces are mainly small in size, and will serve admirably for voluntaries. Being for the most part only moderately difficult, they will also provide enjoyable work for students. It is not easy to resist the temptation to quote, and almost as difficult to select any numbers for special praise when all are so good. But we may venture to draw attention to the vigorous treatment of 'Allein Gott in der H6h' (No. I), to the exquisite harmonization of ' Machs mit mir, Gott' (No. 13), and to the naive simplicity of the little piece on ' Liebster Jesu '-simplicity of the kind that only a gifted composer is capable of. The set concludes with a version of 'Vom Himmel Hoch' for organ, voice, and violin.
Study in E? minor. By Chopin. Study in C minor. By
Chopin. Transcribed and paraphrased for the organ by Edwin H. Lemare.
[Novello & Co., Ltd.] At first sight Chopin would appear to be a composer whose works would ill bear transference to the organ. As a matter of fact, however, some of his pianoforte works as consisting mainly of a melody and accompaniment can be quite
